It is a complex and unique programme, obviously one of some special thrust which in sists upon the importance of its meaning. But after four-and-a-half centuries closed off from the world (the rooms were virtually forgotten until 1897), 4 the frescoes have seem ingly lost their power to speak.
In trying to comprehend and explain their themes, I cannot claim a complete elucidation. That, I suspect, would involve a full-scale monographic effort, for the Sala in its comparatively limited setting may present a scheme almost as extensive pictorially, and as complicated in iconology, as the Sistine Chapel decorations of the previous decade -and possibly still more recondite. But this much is clear, that a number of symbolic values may be associated with the various subjects; and that among these occur coincidences so precise, and reciprocals of meaning so cogently interlocked, that the existence of an underlying theme can be inferred -specifically, a theme which centres on the Church. viewer. As a broad common denominator, five of the six histories show saints delivered from tribulations of one kind or another. Thus the aged hermits, Saints Paul and Anthony, are miraculously fed by the raven in a (theoretically) barren desert. Under a more lethal threat of destruction, St Catherine defeats in argument the pagan emperor and his fifty philosophers, as promised by the angel. The event of deliverance is most graphically depicted in the next fresco, where St Barbara eludes her homicidal father as the latter, confounded, dashes off in the wrong direction. St Susanna is shown at the inception of her ordeal, accosted by the false judges, but in the background we find her extraordinary salvation by the infant Daniel. And lastly, St Sebastian stands an un resisting target for the archers, raptly insouciant in his ordeal -and soon to enjoy a miraculous recuperation at the hands of St Irene (despite the angel who alludes to his ultimate reward). Thus five of the frescoes hold in common a similar theme, which we may formulate provisionally in these terms: the Lord delivers His saints in time of diffi culty. This motto, however, suggests only the literal significance of the scenes. I will propose hereafter that the miraculous rescue of the saints -these are significantly not
The last of the bulls, published less than twenty years before the decoration of the Sala and, in fact, probably drafted under Alexander's own supervision, 16 was accom panied by an encyclical in which Sixtus IV enlarges upon the reasons for re-establishing the feast, and develops the earlier Visitation symbolism in certain clear and particular terms: for instance, it is hoped that the Virgin in making a second visitation will trample on the mountains infested by the rabid infidels (just as once she had trodden across the Judean mountains to visit St Elizabeth; 17 and St Elizabeth is asserted to be a type of the Church: the text refers to 'Ecclesia Christi . . . cuius typum gerebat Elizabeth'. The Latin phrasing thus draws attention to the significance which St Elizabeth bears as a type. As such she figures in an extended simile: the Church, having been made fecund by the Holy Spirit (as had been St Elizabeth), has conceived all the faithful in her womb and is going to give birth to them; the impious enemy seeks to abort the souls in the womb of the Church with sword and fire; but if the voice of Mary's greeting were to sound in the ears of the Church, the offspring in her womb would leap for joy at the approach of the Lord (obviously, as had John the Baptist at the Visitation). 18 We have observed that St Elizabeth was not subject to any danger or tribulation at the time of the Visitation. But in the 1475 encyclical, she symbolizes the Church in greatest distress and so brings the fresco into accord with the generic theme we have descried in the wall-histories -that of the saints rescued in time of difficulty. 19 We may suppose that the depiction of Mary's coming to St Elizabeth, taken as literal narrative, does illustrate this theme directly if imperfectly, so that the picture rounds out the wallhistories in a consistent way. The encyclical certainly permits this inference; still more immediately, it explains the presence of the little scene to the rear, included as an addi tional, on-site clue to expose the theme and its symbolism more clearly: for St Elizabeth and the new-born St John (that is, the Church and the souls in her bosom) flee the enemies of the Christian name. Most importantly, the encyclical leaves the Visitation fresco preg nant of deeper meaning for the entire cycle, imbuing it with a symbolism of Ecclesia, Mohammedan threat, and deliverance fervently prayed-for. Indeed, in two other histories of the Sala, an almost identical set of values is enunciated quite expressly, as we shall discover shortly. 20 Susanna of Babylon can be considered a saint, 21 but her appearance with other saints in a full-scale mural decoration (plate 15) is exceptional. As an exemplar of chastity, she is well-suited to assume a symbolic role as the bride of Christ, as Ecclesia. She is so considered by St Isidore and Rabanus Maurus, 22 perhaps on the basis of the standard patristic exposition by St Hippolytus, in which the entire Susanna episode is endowed with an ecclesiastical symbolism. 23 In the latter case, the story becomes a precisely apt illustration of the Visitation values: Susanna is equated with the Church imperilled; the garden, so extensively particularized in the fresco, refers to all the souls in the Church; and the two Elders are likened to nations, Jewish and Gentile, hostile to the Church (just as the 1475 encyclical describes the threat of the infidel Mohammedan hordes). Since all this is so apposite to the text of the encyclical, it seems inescapable that the history of Susanna was placed opposite the Visitation by design, serving to reflect the latter's meaning in a very direct fashion.
To recapitulate briefly, the several promulgations of pope and council serve to con firm that, at their most rudimentary level, the wall-histories expand on a common theme -the Lord's deliverance of His saints in distress. Indeed, the Visitation fresco, to which the documents directly apply, represents Ecclesia's votive call for divine assistance. Placed where it is seen immediately by the viewer upon entering, it provides as it were the text of the Sala; while the other wall-histories illustrate that text in a quite literal way (perhaps even picturing the five 'rescue' verses of the biblical narrative). 24 The pro gramme, however, is fundamentally concerned with the deliverance of Ecclesia. The Visitation and Susanna frescoes complement each other at this level of meaning: they are pendant in their location opposite each other, and in their significance, one rendering the other in more understandable terms.
Completing the iconological core of the programme is a third painting, The Disputa of St Catherine (plate 16). It also refers to the salvation of a beleaguered Church, and with the other two frescoes, confirms our proposed theme by a triangulation of meaningful placement: for, staged impressively across the broad end wall, the Disputa describes in precise terms a final resolution of the Church's difficulties, and forms thereby the cul minating scene of the entire programme.
The importance of the Disputa is emphasized by its size and location. It occupies the largest field of the entire apartment and is placed at the end of the room, receiving light directly from the window. The indispensable clue to its meaning is found in the triumphal arch modelled in high relief upon the wall, and situated with great prominence in the centre of the scene. The viewer quickly recognizes the arch as that of Constantine, at which point an inconsistency emerges; for the monument is not displayed in Rome, but in the city of Alexandria (where the story of St Catherine unfolds). The arch thus makes a forcible demand upon our attention, appearing to assert an important theme. Specifically, of course, it refers to the battle of the Milvian Bridge and recalls that Con stantine defeated there the anti-Christian armies of Maxentius. Fixing these references beyond doubt in our fresco, is the fact that St Catherine -who was a niece of Constantine -is shown here confronting Maxentius himself.
25 Thus in surveying the fresco, we under stand that while the unflinching maiden fails to dissuade the Tetrarch (who was then persecuting the Christians with unspeakable ferocity) from the worship of his pagan gods, her uncle Constantine will defeat and bring him to death. 26 The context therefore reinforces the most literal meanings of the monument, which signifies first and foremost the theme of victory over a pernicious foe, and thereby evokes resounding echoes through out the programme of the Sala. In an extended sense, it alludes to the triumphant emerg ence of Christianity in the early fourth century. Constantine was remembered as the first Christian emperor, and his victory over Maxentius had always been constructed in terms of an intervention, by miracle, on behalf of the Christian Church, in which 295
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Constantine acted as the instrument of the Lord and subsequently, having recognized His divine assistance, bestowed upon the Church the official recognition and support of the empire.
27 Therefore, by translating the arch into the history of St Catherine, a number of specific meanings are crystallized in a form highly relevant to the Sala. They corre spond to basic components of the 1475 encyclical: to divine assistance in favour of a troubled Church and to the defeat of pagan armies. Indeed, the arch refers to the great, historic pattern of such events. The happenings of 312-13 -of pivotal importance in Church history -ushered in a golden era of tranquillity, in which the various parts of the Church were united in one harmonius Body of Christ.
28
Clothed in its wealth of meanings, the arch exists in a future realm within the Disputd as an answer to the supplications of a persecuted Church. Here then is the out come for which the Sala prays -a new triumphant recognition of the Church, involving, for Alexander's day (according to the 1475 encyclical), a conclusive defeat of the Moham medan Turks. To make these ecclesiastical goals clear as such, Alexander has appro priated the arch to himself: the ox, symbol of the Borgia papacy, is placed atop its attic; and a motto of Alexander's, PACIS CULTORI -suitable to a triumphal arch -is applied in hopeful reference to a new reign of peace.
29 Thus we are given to understand that the victory is that of the Church, with particular emphasis, of course, upon its accomplish ment by Alexander. 30 Moreover, we are reminded that the enemy is the Mohammedan Turk by the nobles of Maxentius' court, who are dressed in contemporary Turkish costume, authentic, not romantically invented. 31 Prince Djem, brother of the Sultan himself, may possibly be descried in the hawk-faced horseman at the right side; there is, at the least, an old rumour of his presence in the fresco.
32
A final note on the Mohammedan issue. It concerns the expulsion of the Moors from Spain, the most profoundly moving of all victories over the Islamic foe, which cul minated 800 years of struggle and left the Cross supreme over all of Alexander's native land. Word of this conquest resounded through Europe in the winter of 1491-2, when the Moorish stronghold of Granada fell to the armies of Ferdinand and Isabella. The capitulation took place on 25 November, that is, the feast day of St Catherine.
33 Potenti ally, the triumph at Granada held a double relevance for the programme of the Sala. On one hand, it represented a major victory over the Mohammedans, assuming a special significance in Christian eyes as a compensation for the loss of Constantinople. 34 On the other hand, it touched Alexander personally, and not merely as a son of Valencia. For it was a late consequence of his diplomatic mission to Spain, undertaken in 1472-3 in order to raise support and funds for a Turkish crusade, and also, in a collateral effort, to unite the kingdoms of Castile and Aragon. 35 On first hearing the news of surrender, Alexander must have considered St Catherine's day to mark not only a profound turning of eras, but an event of great personal satisfaction. This may be the germ whence the first inspiration for the Sala was to spring. In any case, some eighteen months later, when it came to planning the largest pictorial field of his new apartment, that space was allo cated to St Catherine. Thus the inclusion of the triumphal arch in this particular history not only evokes recollections of a recent victory over the Mohammedans in Spain, but also promises a future victory over the great Turkish sultanate centred at Constantinople. 
II
With the subject matter of the six wall-histories, we are on familiar ground. Moreover, the essential significance of the programme is established by a series of papal bulls and encyclicals, and by traditional, well-defined meanings. Hence the peculiarities -and there are several -stand out all the more conspicuously, and yet are likewise to be explained by traditional means. In this, and in their similar significance, they serve to confirm and even emphasize the basic meanings of the programme.
The ceiling is a different matter. It presents in the Isis-Osiris cycle an extraordinary novelty of subject whose meaning, failing discovery of the original libretto, is likely to remain inexact for the modern viewer. Hence we can attempt only to approximate the values of the programme here, and rather cautiously at that. A hypothesis can be derived from a study of the ancient sources -there are only two or three upon which the ceiling could have been based (that is, Diodorus, Plutarch, and Tibullus) 36 -with the assistance of a new rendition of the Isis-Osiris myths that was produced in Alexander's circle; and by considering these sources within the context of the wall-programme. From such a line of approach, we observe at the start that the ceiling is consonant with a general theme of divine assistance: the northern vault is devoted to the activities of Osiris in favour of a troubled mankind; the southern vault illustrates the ministrations of Isis to her murdered spouse, whose reincarnation she secures.
37
In the ancient sources Osiris is seen as the great benefactor of mankind. He appeared during a long-distant era of great brutality, of cannibalism and lawlessness among men, bringing peace to all nations by an army which eschewed the military arts and taught those of agriculture instead.
38 After an introductory scene in which Osiris, having shed the accoutrements of war, marries Isis, the three succeeding fields of the northern vault depict his benevolent tutelage: he teaches mankind the cultivation of grain and of the vine, and the gathering of fruit. Hence the vault is devoted to the basic significance of Osiris' reign, to his peaceful -and pacifying -activities.
39
These deeds are recounted with tireless perseverance in the Antiquitatum variorum volumina XVII iX of Giovanni Nanni, who was personal secretary to Alexander. That the Antiquitates assigns to Osiris the central role in ancient history, with special emphasis on the civilizing of Italy, serves to explain the unexpected appearance at this time and place of a large-scale, pictorial cycle devoted to Osiris. It is not, itself, the basis of the pro gramme; for it masquerades pompously as objective history 41 -a register of the most remote antiquity -as the Sala could not. But in view of Nanni's long and conspicuous presence as theologian at the Vatican court, and as a humanist specializing in things Egyptian (whence his inflated prestige on the European stage), the Antiquitates must be considered a valuable guide to the Isis-Osiris myth as conceived in the 1490s, in the cultural environment of the Sala itself. In this, his major work, Nanni engages in an extensive scholarly flim-flam; but his strange, ingenious study and the more legitimate programme of the Sala are closely related off-spring -non-identical twins -of the same mentality, even the same mind.
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ON THE MEANING OF PINTURICCHIO'S 'SALA DEI SANTl' In his account of Osiris, Nanni makes one major departure from the ancient sources. He describes the Egyptian king as a martial leader who repeatedly warred with and expelled the tyrannical giants as he entered new territories, always in prologue to the introduction of a rustic civilization. 42 Hence, throughout the ceiling, the role of Osiris as the great deliverer of mankind -the prototypical hero (inherent in the antique tales, explicit in Nanni) -is accented by the four statues surmounting his various thrones and conveyances. They represent heroes and heroines, two Jewish and two Greek, who saved their people in time of distress -namely, Judith and David, Hercules and Theseus. 43 At its most literal level, the northern vault entertains us with tales of a king, whether mythical god or hero, who lends his assistance to a troubled mankind; hence Salvator Orbis is one of his epithets, according to Nanni. 44 We need not here labour the face value of this rough analogue to the wall-histories below, but what of its deeper significance? I intend to suggest, hereafter, that Osiris alludes in some way prototypically to a trium phant papacy (wishfully embodied in Alexander), and, by extension, to an Ecclesia pre vailing in all parts of Italy or of Christendom -or even the entire world. 45 Precisely how the original programme may have verbalized this I would not hazard to say; but Nanni's mythology of Osiris helps in reaching at least a broad approximation of meanings. The central theme of the Antiquitates responds automatically to that of the 1475 encyclical and its visual elaboration in the Disputd -as, I suspect, it did for Nanni, who surely brought the two themes together. In the paramount act of his reign, Osiris came to the aid of suffering Italy which cried out piteously for deliverance from the giants who are described as evil and impious tyrants who had laid hold of and oppressed the Italian realm; 46 and Alexander comes as newly elected pope to a comparable situation: to an Ecclesia pleading for divine assistance against the Turkish depredations (which at times had penetrated into Italy itself). 47 Similarly, the outcome -Osiris' expulsion of the foe and his establishment of an empire of universal peace -is comparable to Alexander's dream of a triumphant Christendom (achieved, of course, with divine assistance). Though not depicted in the northern vault, the preliminary martial phase of the Osiris story certainly forms a residuum in the scenes of peace, as part of the multi-faceted analogy to Alexander's circumstances and goals -an analogy which is sustained within the Constantinian context evoked by the arch of the Disputd.
The specific link in the equation is found in the Apis bull. In the antique legends, he was the animal of Osiris, and appropriately so, a benign creature who aided mankind in carrying out the agricultural advice of the kingly benefactor. 48 In him and his descendants did Osiris return reincarnated; 49 or, according to Nanni's 'historical' account, Apis was a cognomen for the living Osiris throughout most of the ancient world. 50 Yet simul taneously for Nanni, he was a mythical ancestor of the Borgia bull -Alexander being descended from Osiris himself! 51 -a notion we shall find declared visually at one point in the southern vault. 52 Consequently, in the scene of the Disputd, when we discover the ox as the Borgia symbol triumphant atop the Arch of Constantine (representing the great victory over the tyrant Maxentius), we understand its reference to Osiris-Apis and to his deeds, both implicitly to his triumph over the giants and more openly to his activities in 298 the northern vault. 53 The motto below the Borgia bull, PACIS CULTORI, may therefore be taken in a virtually literal sense: he is the cultivator of peace, as if in reference to the Apis bull in his most humble guise. But the relationship can be framed in broader terms. Given the thematic concentration of the vault, with its four peaceful scenes abstracted from the elaborate Osiris story, one can hardly avoid sensing in that distant pax osiridis a prophetic allusion to the world-wide pax Christiana of the Constantinian age (intended as a direct allusion, I suspect), and, thus by extension, to that which Alexander will 'cultivate'.
It would be ill-advised to pursue these mutual references further than required to make the basic point; there is no reason to suppose the author of the programme did. But one datum of external evidence calls for mention. Comments in the Antiquitates upon any post-antique topics are rare in the extreme. There occur, however, a few references to the Borgia popes, Callixtus III and Alexander, and in these Nanni is con cerned exclusively with their role as leaders of Christendom against the Mohammedan Turks. Thus he mentions Callixtus as notable for expelling the Turks from Pannonia and from Hungary, and for establishing the Feast of the Transfiguration to celebrate the latter victory.
54 For Alexander, Nanni foresees a like destiny. Significantly, for our hypotheses, in the passage closing out the Antiquitates, he thinks in terms of the Osirian empire as a model for Alexander's projected Christendom. He notes that in the in augural year of his reign, Alexander and the curia were present at a site near Vetulonia, when there occurred the unearthing of certain antique remains -sacred statues and triumphal ornaments of the ancient Italic kings -which had survived from the empire of Osiris. 55 It seems a weak, almost extraneous ending to his lucubrations on antiquity, until the reader recalls that Nanni, in an earlier passage, 56 had taken the event as an augury that the new pope would enlarge Christendom -obviously in likeness to Osiris expanding his dominion throughout Italy and beyond. Thus the central episode of ancient civilization was to be re-enacted by Alexander and the Church.
Ill
In recreating a benevolent reign of peace founded by Osiris for the relief of a desperate mankind, the scenes of the northern vault form a compact and meaningful entity. Not quite so apparent is a unity of theme in the neighbouring vault. If we have been correct to this point, however, its four histories may be construed under the rubric of Isis' assistance to her spouse. Although the sequence begins with the assassination of Osiris and concludes with his triumphal reinstatement (in reincarnated form as the Apis bull), the true protagonist is the Egyptian queen: through her efforts is Osiris regenerated, and his foe, the evil Typhon, defeated.
57 But all our foregoing argumentation contends for a still deeper coherence of purpose; and there is some reason to believe that, here as well, behind the rather simple iconographical import, reflections more specific and com plex can be traced of the wall-programme -once, that is, values associable with Osiris are explored at greater length.
We may be confident that the author of the programme gave serious consideration to Plutarch's De hide et Osiride, for that treatise is devoted to the two Egyptian deities, to their complex tales and interpretations; and indeed it has left traces on the ceiling of its consultation. 58 Plutarch's own views are given high visibility in a cardinal passage opening the study, and are thereafter reinforced as occasion permits. Most importantly, he (and only he) treats the myths as allegories, and in terms of a religio-spiritual signifi cance inviting their application to a Christian programme. But Diodorus also makes an important contribution here. He affords much material of a purely narrative nature that can be taken as buttressing Plutarch's ideas, especially the point with which we begin -the view that Osiris represents an active force in advancing knowledge and the worship of the highest Deity.
Both Plutarch and Diodorus view the Egyptian king and queen as beneficent daemons who assist in disclosing the gods to mankind. As latter-day Greek writers they describe the divinities or the highest spiritual truths -Plutarch's 'the First' and 'the Lord' -as residing above and at some remove from Isis and Osiris, but as nevertheless revealed through their activities. Specifically, according to Plutarch, it was Osiris who 'taught [the Egyptians] to worship gods'. 59 And says Diodorus, 'he also made golden chapels for the rest of the gods mentioned above, allotting honours to each of them and appointing priests to have charge over these '. 60 At one point, the venerable Nanni takes up this theme, though in connection with Osiris' disseminating knowledge of grain. He surmises that the Egyptian king may have played a role in revealing matters of dogma and sacrament to Melchizadek, priest of the most high God -for Melchizadek employed 'deified and sacerdotal' bread in sacrifice, thereby prophesying 'salvation from death caused by the blindness of souls'. 61 In this way Nanni toys with assigning to Osiris a prototypical reference to the Christian priest hood. Also reflective of his role in furthering true religion is Nanni's more general, per vasive view of Osiris as the enemy of evil, who 'declared war on the impious throughout the world' -one of the most persistent leitmotifs of the Antiquitates.
62
In the weightiest interpretation of all, Plutarch asserts that Osiris in his earthly form represents the Logos, although not in its most sublime existence, eternal and undefiled, for he specifies that Osiris' dismemberment symbolizes the tearing-up of the sacred Word, the 'lore of the gods'. 63 In such a proposition, I believe, the author of the Sala programme, who was an ecclesiastic, let us remember, concerned with a Vatican setting, would have found it easy to discover in Osiris an aspect referring to sacred re ligious doctrine. In the basic passage opening his study, Plutarch frames his view of Osiris in a broader context. 64 He considers the actors of the ancient myth (including Isis and Typhon) as personifying three primal religio-spiritual factors, a triad of elements which interact cyclically throughout history. Clearly, Osiris embodies religious truth. Typhon, an evil and destructive agent, 'destroys and scatters the sacred Word', just as he had slaughtered Osiris in the myth; indeed, he is all but directly, if not absolutely portrayed as the enemy of true religion. Opposing him is Isis, who 'collects and puts to gether and delivers' the sacred Word [as she had fused together the mutilated body of Osiris], 65 showing divine objects to the priests who 'carry in their soul, as in a box 300
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[again a reference to Osiris], 66 the sacred lore about the gods' free from superstition.
The second vault of the Sala is dedicated to the elemental drama of this interaction, to the death and dismemberment of Osiris at the hands of Typhon, the subsequent ministrations of Isis, and the regeneration and triumph of Osiris-as-Apis. This selection of events makes for a tight thematic concentration. Shearing away endless divagations of the story, it centres upon those fatal, climactic events which underlie Plutarch's allegorical view of the legend. 67 At the same time, construed in such terms the vault contains all the elements needed for a balanced equation with the programme of the walls; indeed, if our understanding of that programme is valid, it sanctions the specific applica tion of the Osiris myth to the Ecclesia-Mohammedan conflict, and in a pattern of mean ings modelled upon those of the Disputd. Thus I propose that Osiris, as a ruler who taught the worship of the gods and fought the impious, who established a priesthood, and who himself embodied the religious dogma entrusted to that priesthood, personifies an organized religion and therefore, typologically, the Christian Church. This proposi tion tends to sustain, and borrow support from, the churchly references we earlier dis cerned in Osiris, in the northern vault. And in view of Nanni's particular emphasis on Osiris' attacking impiety by arms throughout the world, he may be taken to symbolize, by extension, the Church militant in the temporal arena. The rest falls easily into place. As a corollary, I infer that Isis refers to the Virgin, and that her various ministrations on behalf of Osiris should be understood as assistance to the Church; 68 and that Typhon, the violent foe of the sacred Word, represents anti-Christian forces -'an impious enemy ... swollen with rabid fury against the Christian name' (to adopt the wording of the 1475 encyclical).
69
This hypothesis works reasonably well in reading the vault sequentially, and may even embrace the entire ceiling. We have earlier observed that the reign of Osiris, as shown in the northern vault, may allude to the world-wide tranquillity enjoyed by the Church during the Constantinian era (a tranquillity which Alexander proposed to recover). The peace is broken in the initial scene of the southern vault, The Assassination of Osiris, by Typhon. This malevolent daemon kills and dismembers Osiris much as the Mohammedans threaten to destroy Christendom.
In The Restoration and Rites of Osiris' Body are depicted the ministrations of Isis. She gathers the scattered limbs of Osiris and inters them -actually fusing them together (as our sources tell us) -and so prepares his regeneration. This can simply refer to the Virgin's solicitude for the Church, but in the context of Alexander's papacy, it may well involve the re-integration of all those parts of the Church lost by sword and flame to the Moslems (just as Eusebius describes how the sundered limbs of the Body of Christ were reunited in A.D. 312-13).
70
In the third compartment, The Advent of the Apis, we find the successful outcome of Isis' ministrations -the re-emergence of Osiris as the Apis bull (representing a miracu lously restored Church), to whom a universal homage is made. The earlier victory of Isis over the armies of Typhon is not shown, 71 but it is unmistakably referred to in several details: in the military standard which Isis holds, marked with the hawk of Osiris (?); and in the mutilated torso of Typhon who, propped amid the discarded implements
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of war, is forced into an enraged acknowledgement of the Apis. The downfall of Typhon foretells defeat for the Mohammedan Turks; obeisance to the Apis promises a world wide recognition of the Church.
The fourth and concluding field of the vault depicts The Procession of the Apis. Here the transmogrified Osiris is shown engaged (apparently) in a priestly function of some significance. According to the inscription, 72 his procession among the populace was pre liminary -and perhaps prerequisite -to the worship of the gods; 73 his elect and ecclesi astical status is confirmed by the papal insignia born by children preceding the train.
74
But the scene was also conceived to imply, as a kind of visual homonym, a celebration of the recent ascendancy of Apis-Osiris over his enemies (and, symbolically, of the Church over the Moslems), for he is elevated in honour as his procession moves amongst the people. In view of these features and, most importantly, the position of the scene in the narrative sequence of the vault, there is little doubt that The Procession depicts the triumphal resumption by Apis-Osiris of his place in the exercise of true religion.
These meanings are reinforced by the location of The Procession just above and to one side of the Disputd, in which, as we have seen, the Arch of Constantine proclaims the victory of Ecclesia in no uncertain terms. In their proximity, these two final frescoes draw for us the equation of Osiris-as-Apis with the Church in an extraordinary visual syllogism: just as the Apis bull, one of an unbroken succession of bulls, is capstone of the Egyptian system of worship (and, we believe, personifies that system), so the papal insignia -the Borgia bull -stands emblematic of the Christian Church in its triumph. Both are bulls, both are raised aloft in triumphal honour; and the connection of the two symbols, 75 one the distant ancestor of the other, 76 is stressed by the procession of the Apis down the slope of the vault towards the Disputd (as seen from the middle of the room), preceded by the Borgia device. Therefore, as in the walls below, placement reinforces the sense of the programme: the two iconographical systems converge in two culminating scenes of similar import and, at this one point of almost physical tangency, mesh with precision.
77

IV
In this study, we have relied upon a number of indirect sources at various removes from the Sala, trying to infer by blind reckoning the specifics of the programme. Doubtless the method and results are both imprecise (but not necessarily invalid); and therefore some idea of the likelihood of our conclusions would be welcome. With this in mind, a few summarizing comments are offered here upon methodological validity, and upon the plausibility of our solutions in terms of the historical context. I have attempted to make an approximation, and only that, of the iconological values of the ceiling, assuming that (in view of the setting) a Christian significance is likely, and seeking, by recourse to Nanni's Antiquitates, to generalize some essentials of the Isis-Osiris legend within the context of values defined by the wall paintings. Poten-tial dangers attend this method. The recorded tales are extremely intricate and overlap ping, and fouled in a complex of possible interpretations (including the extensive array catalogued by Plutarch), offering the opportunity to piece out and shape the material at will, and at various possible levels of meaning. In such treacherous shoals, the historian might easily founder amid a new 'Nannism' five hundred years after the original fact (or may only seem to, since Nanni himself was probably the author of the programme). But it must be emphasized that the author, whoever he may have been, has himself made a very concentrated selection of events -in both the northern and southern vaults -and in this has provided some useful intimations of his purpose. Moreover, this selection and our interpretation of it are in close congruence with Plutarch's allegorical view of the legends. If the ceiling has any meaning beyond that of mere illustration Plutarch is surely relevant, for, as we have observed, his is the only significant, ancient interpretation of the Isis-Osiris myth known to the Renaissance; and it was unquestionably known to the author of the programme.
This study has attempted to show that the Sala is concerned with an Ecclesia in great difficulty, menaced by the Islamic foe; and that the Plutarchian allegory is made to bear reference to this theme. Both these issues we have assessed in terms of their internal validity. But what of our hypotheses in the historical setting of the Sala? I have sug gested that the recent fall of Granada may have provided the inspiration for the inven tion of the programme; but as to any specific date or event in Alexander's life as pontiff or private individual which may have occasioned that programme, I can shed no light. At the least, however, we may observe that its themes are quite plausible in a Vatican context of the late Quattrocento.
It hardly needs emphasizing that the Mohammedan threat had formed the main preoccupation of the papacy during the previous four decades, ever since the Turks had engulfed Constantinople. The Vatican, like the nerve-centre of a sprawling, ill-knit, and unresponsive Christendom, was itself jolted by the Turkish attacks, and galvanized into a series of abortive efforts at retaliation -attempts at councils and armadas, congresses and crusades. Circumstance demanded that every pope deal with the Turkish question, and Alexander was no exception. Indeed, his personality and past career would lead one to expect the Borgia pope, of all pontiffs, to give high priority to a crusade. He had been among the cardinals who joined Pius II at Ancona in 1464 ready to embark with the fleet, when the pope's death forestalled that ill-conceived venture; he had donated a galley to the cause, at a cost of very considerable financial strain. 78 Again, in 1472-3, in an initiative towards a crusade, he had conducted his great diplomatic mission to Spain.
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And upon his accession to the papal throne, he had stressed a crusade against the infidels as a major, even primary goal of his reign.
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Thirty-five years before, Callixtus III, uncle of Alexander, who had brought him to Rome and made him cardinal, had emphasized the Turkish crusade as the overriding concern of his brief papacy; and Alexander, as newly elected pope, vowed on several occasions that he intended to emulate the policy of Callixtus. 81 But such a statement of anti-Turkish intentions was hardly exceptional. His own past history and concerns were joined here to general precedent, for every pope of the second half of the Quattrocento 303 ON THE MEANING OF PINTURICCHIO'S 'SALA DEI SANTl' began his reign with strenuous asseverations of a policy to answer the Mohammedans. Thus it may not be merely coincidental that the Sala was mapped out early in his reign, probably within the first eight or nine months. 82 This suggests the hypothesis -no more than tentative -that it reflects an official theme for Alexander's reign as announced at its inception.
With all its heady implications of politics on a vast scale, of Ecclesia leading the temporal powers, and of the pope supreme, the programme of the Sala would be con sistent with the well-defined picture we possess of Alexander's temperament. His suc cessful role as Vice-Chancellor under five popes tells of his affinity for power and prac tical affairs. Pragmatic by nature and immensely energetic, his ambitions only expanded on reaching the papal throne; neither scholar, nor reformer, nor pious devotionalist, he was most concerned with the political fortunes of his papacy. Nevertheless, the Sala should not be taken as a direct expression of Alexander's purely private will to imperium. Whatever motivations underlay its thematic choice, by its own credentials it forms, pictorially, the culmination of a forty-year concern of the Vatican with the Turkish threat. And his mercy is on them that fear him from generation to generation (Luke 1:5o). Any of the five frescoes might illustrate this verse, but that of St Sebastian does so most aptly. A paradigm of those who witness for the faith, the saint was distinguished for exhorting martyrs to remain steadfast, as well as for bearing witness himself -as we see him here in the standard conception, suffering bodily for his fear of the Lord. Also, the treatment in the Sala would answer to the verse, with St Sebastian standing against the column of fortitude, the Colosseum visible in the distance, and the angel displaying the appropriate symbols.
N. Randolph Parks
He hath shewed strength with his arm; he hath scattered the proud in the imagination of their hearts (Luke 1151). The picture of St Barbara may be related to this verse, in view of two aspects of the narrative which are emphasized here. First, the bronze tower in which Dioscourus imprisoned his daughter dominates the scene, and displays the crevice which resulted when the Lord rent the tower with a thunderbolt. This could refer to the 'strength of his arm'. Second, the moment of confusion when St Barbara was miraculously spirited away is emphasized, with her father and his cohort confounded and starting off in the wrong direction. Hence an illustration of 'scattering the proud'.
He hath put down the mighty from their seats, and exalted them of low degree (Luke 1:52). In the story of St Catherine, we find the youthful saint besting in argument the Roman tetrarch upon his throne (along with his fifty philosophers). This occurs with the divine assistance promised St Catherine in a vision the preceding night. Thus I suggest that the fresco relates to the phrase, 'put the mighty down from their seats'. Moreover, as pointed out later in the text, the Arch of Constantine in the background refers to the defeat of the tetrarch. The corollary phrase, 'exalted them of low degree', does not seem to have been considered.
He hath filled the hungry with good things; and the rich he hath sent empty away (Luke 1153). Clearly, a divine gift of nourishment for those in need is illustrated in the fresco of the two hermit saints, Paul and Anthony, miraculously fed in the desert (although the converse, the denial of food to the rich, is not described).
He . .' ('And so the prophet was annointed and, just as a good athlete, was being exercised in his mother's womb; indeed, his strength was being prepared for his most glorious contest;' and '. . . he is strengthened in his mother's womb by the presence of the Lord . . .'), Migne, PL, XV, 1643-4. Jacobus da Voragine, Legenda Aurea, 24 June: 'Then, when the salutation issued out of the body of our Lady, the greeting entered into the ears of the body of S. Elizabeth, and into her child that she had within her, which child was anoint of the blessed Holy Ghost, and, by the presence of our Lord, 
